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森　田　由利子
　A.S. バイアット（A.S. Byatt, 1936- ） の『マティス・ストーリーズ』（The 






黙の棲む家》（Le silence habité des maisons, 1947）であり（図１）、短篇集に収
められた3つの物語には、それぞれ扉絵としてマティスのエッチングと線画 ― 《髪》
（La chevelure, 1931-2）、《鏡に映る画家とモデル》（L’artiste et le modéle reflétés 





1)　出版後の書評に関しては、Hadley 121-123、Kelly 148-150 を参照。
2)　 Kelly は、この物語が“Byatt’s tribute to Henri Matisse’s method and to his palette”である
と評している（54）。
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かれる。“The rosy nude was pure flat colour, but suggested mass. She had 




4)　The National Portrait Gallery での講演に基づいて翌年出版されたものである。
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と重なるのである。“She remembered her own little round rosy breasts, her 
own long legs stretched over the side of the single bed, the hot, the wet, his 
5)　 テクストは A. S. Byatt, The Matisse Stories （New York: Vintage, 1996） を使用した。以下、
括弧内に頁数を示す。
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shoulders, the clash of skulls as they tried to mix themselves completely”（22）.
　この過去への空しい思いをきっかけに、彼女の中に憤りが「赤い洪水」のよう
に広がり、「蛇のとぐろみたいな髪」をした「太った悪魔」が鏡の中から近づい
てくるのである。“The Japanese say demons of another world approach us 
through mirrors as fish rise through water [. . .] a fat demon swam towards 















6)　 《髪》は、マラルメ詩集（Poésies de Stéphane Mallarmé）の挿絵として制作されたエッチン
グである。











In 1947 Matisse painted Le Silence habité des maisons. It is reproduced 
in Sir Lawrence Gowing’s Matisse, only very small and in black and 
white. Two people sit at the corner of a table. The mother, it may be, 
has a reflective chin propped on a hand propped on the table. The 
child, it may be, turns the page of a huge white book, whose arch of 
paper makes an integral curve with his/her lower arm. In front, a vase 
of flowers. Behind, six huge panes of window, behind them, a mass of 
trees and perhaps sunlight. The people’s faces are perfect blank ovals, 
featureless. Up above them, in the top lefthand corner of the canvas, 
level with the top of the window, is a chalked outline, done as it might 
be by a child, of a round on a stalk, above bricks. It is a pity there are 
no colours but it is possible, tempting, to imagine them, sumptuous as 
they were in what Gowing says was ‘the reconciliation which is only 















な色遣いの服装なのである。“Mrs Brown’s clothes were, and are, flowery and 
surprising, jumble sale remnants, rejects and ends of lines, rainbow-coloured 
jumpers made from the ping-pong-ball-sized unwanted residues of other 







理解してくれるデビーに、マティスや彼の《豪奢、静寂、快楽》（Luxe, calme et 
volupté, 1904-5）について熱く語り、南仏にまで行ってマティスのような「強烈
な色彩」を描こうと試みるが、失敗に終わる。“He tried putting great washes 
of strong colour on the canvas, à la Matisse, à la Van Gogh, and it came out 







































You look around you and everything is bleached, and clear, as you say. 
You are in a white box, a white room, with no doors or windows. You 
are looking through clear water with no movement─perhaps it is more 






抱えているのである。“Like Gerda Himmelblau he carries inside himself some 
chamber of ice inside which sits his figure of pain”（123-4）. この「白い部屋」
あるいは「氷の部屋」と対峙する存在が、ペリ ・ーディスの言及するマティスの《黒
いドア》（La Porte Noire, 1942） の世界である。







　Do you know the painting La Porte noire? It has a young woman in 
an armchair quite at ease in a peignoir striped in lemon and cadmium 
and . . . over a white dress with touches of cardinal red─her hair 
is yellow ochre and scarlet─and at the side is the window and the 
coloured light and behind─above─is the black door. Almost no one 






　“What I dream of, is an art of balance, of purity, of quietness, without 
any disturbing subjects, without worry, which may be, for everyone 
who works with the mind, for the businessman as much as for the 
literary artist, something soothing, something to calm the brain, 
something analogous to a good armchair which relaxes him from his 














He is a long, thin, unsubstantial man in jeans and a fisherman’s smock, 
with big joints, knuckles and wrists and ankles, like an adolescent, 
which he is not. He has a very English face, long and fine and pink 
and white, like a worried colt. His soft hair is pushed up all round his 
head like a hedgehog and is more or less the same colour as one. His 
eyes are an intense blue, like speedwells.  A photographer could choose 
between making him look like a gentle mystic and making him look like 
a dedicated cricketer. A painter could choose between a haziness at the 
edges, always light, never heavy, and very clear sketched-in features, 




外を通り過ぎる彼の姿をガーダが見る場面がある。“He is very tall and very 
erect [. . .] and has a great deal of well-brushed white hair remaining. He is 




His skin is tanned, and does not hang in pouches or folds, although it is 
engraved with criss-crossing lines of very fine wrinkles absolutely all 
over─brows, cheeks, neck, the armature of the mouth, the eye-corners, 
the nostrils, the lips themselves. His eyes are a bright cornflower blue, 
and must, Dr Himmelblau thinks, have been quite extraordinarily 
beautiful when he was a young man in the 1930s. They are still 
surprising, though veiled now with jelly and liquid, though bloodshot in 
the corners. He wears a bright cornflower-blue tie, in rough silk, to go 
with them, as they must have been, but also as they still are. He wears 
a corduroy suit, the colour of dark slate. He wears a large signet ring, 







Shona McRury has topaz eyes and long, silky brown hair, like a huge 
ribbon, caught up at the back with a tortoiseshell comb.  She wears 
topaz ear-rings, little spheres on gold chains, that exactly match her 
eyes, and an olive silk suit, with a loose jacket and a pleated skirt, over 










Natasha’s face has the empty beatific intelligence of some of Matisse’s 
supine women. Her face is white and oval and luminous with youth. 
Her hair is inky blue-black, and fanned across her not-too-clean pillows. 
Her bedspread is jazzy black forms of ferns or seaweeds, on a scarlet 
ground, forms the textile designer would never have seen, without 
Matisse. Her arms and legs dangle beyond the confines of the ruffled 
rectangle of this spread, too gawky to be an odalisque, but just as 





She[Gerda] remembers, which she would rather not do, but cannot now 
control, her friend Kay, sitting in a heavy hospital armchair covered 
with mock-hide, wearing a long white hospital gown, fastened at the 






（“armchair”）」に座る構図と「白と縞模様の服装（“a white dress” / “a long 





She has long fine brown hair, caught into a serviceable knot in the 
nape of her neck. She wears suits in soft dark, not-quite-usual colours─
damsons, soots, black tulips, dark mosses─with clean-cut cotton shirts, 
not masculine, but with no floppy bows or pretty ribbons─also in clear 
colours, palest lemon, deepest cream, periwinkle, faded flame. The suits 
are cut soft but the body inside them is, she knows, sharp and angular, 










いる。 “A silence. Debbie sits over her typewriter with her oval chin in her 
long hands, and her black hair coiled gracefully in her neck. It is easy to see 
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Women tend to have no features on their faces, they are Blanks, like Dolls, I 





































Lawrence Gowing, Matisse 178.
参考文献
Brookner, Anita. “It’s nicer, much nicer, than Nice,” The Spectator （15 January 
1994）, pp.28-9.
Burgass, Catherine. A.S. Byatt’s Possession: A Reader’s Guide. New York: 
Continuum, 2002.
Elderfield, John. Henri Matisse: A Retrospective. New York: The Museum of 
Modern Art, 1992.
Fiander, Lisa M. Fairy Tales and the Fiction of Iris Murdoch, Margaret Drabble, 
and A.S. Byatt. New York: Peter Lang: 2004. 
Fishwick, Sarah. “Encounters with Matisse: Space, Art, and Intertextuality in 
A.S. Byatt’s The Matisse Stories and Marie Redonnet’s Villa Rosa,” Modern 
Language Review 99 （2004）, pp.52-64.
17
森田：日常の肖像
Gowing, Lawrence. Matisse. London: Thames and Hudson, 1979.
Hadley, Louisa. The Fiction of A.S. Byatt. New York: Palgrave Macmillan, 2008.
Kelly, Kathleen Coyne. A. S. Byatt. New York: Twayne Publishers, 1996.
Miller, C. Ruth. Virginia Woolf: The Frames of Art and Life. London: Macmillan, 
1988.




年代のイギリス小説』20 世紀英文学研究会編、金星堂、1999 年、39-57 頁。
